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Introduction
This paper focuses on the vampire in fiction by a contemporary British writer of Pakistani Muslim descent, Sarwat Chadda. In 2008, Chadda signed to Penguin Books’ children’s imprint Puffin, with whom he published two teenage vampire novels featuring the mixed-race protagonist Billi SanGreal, Devil’s Kiss (2009) and Dark Goddess (2010). Unless otherwise stated, we concentrate on Devil’s Kiss, because it is more germane to the volume’s theme of postcolonial vampires. We make occasional reference to Dark Goddess too, although this text places greater emphasis on werewolves than vampires: more Arthur Conan Doyle’s The Hound of the Baskervilles than Bram Stoker’s Dracula. As Chadda himself acknowledges, his debut novel contains echoes of Joss Whedon’s Buffy television series (we shall explore the ways in which both texts may be categorized as ‘slayer’ rather than ‘vampire’ narratives), and of The Da Vinci Code.​[1]​ Like Dan Brown’s 2003 bestseller; Umberto Eco’s earlier and more intellectual Foucault’s Pendulum (1988); and other novels in the conspiracy/secret history genre, Devil’s Kiss focuses on the activities of an offshoot of the medieval Knights Templar still operating furtively in contemporary society. 
Yet, perhaps because of his Muslim background and years spent in the Middle East, Chadda is suspicious about the role played by these ‘Poor Fellow Soldiers of Jesus Christ and of Solomon’ in both medieval and more recent crusades. Indeed, writing at the height of Bush and Blair’s ‘war on terror’ in Afghanistan and Iraq, he juxtaposes the Knights’ self-righteous crusader rhetoric with a more syncretic, flexible belief system found in an underground part of Jerusalem where ‘Sufis, rabbis and priests’​[2]​ work alongside each other to train the mildly psychic Jewish woman Elaine and her talented Christian/secular protégé, the startlingly blond boy Kay, in using their occult powers to do good. In contrast, several members of the Order of the Knights Templar are depicted as heartless imperialists who cultivate links with a racist and Islamophobic group, the Red Knights (which represents the English Defence League, or EDL). In the second novel, Dark Goddess, the Bush–Blair ‘crusades’ are mentioned ironically in passing:
Billi glanced at yesterday’s newspaper that her dad had spread out to soak up the oil he used for weapons’ cleaning. The usual blah-blah. Political scandals. More trouble in the Middle East. Football reports and who was wearing what at some charity do last night. Her gaze rested on the image of a smoldering volcano. Out in Italy Vesuvius was rumbling, as it had been on and off for a month.​[3]​
Here, oil and weapons are linked together in a knowingly casual way that cannot but evoke the Iraq War. The Middle East, politics, and charity are juxtaposed with ephemera, such as football results, fashion, and gossip, but the significance of all the events is reduced to ‘blah-blah’ by a sceptical Billi, who seems contemptuous of her father’s reading matter. Finally, the classical overtones of Vesuvius (and Pompeii) suggest that the complacency of the West may be met with an equally devastating blow in the contemporary world. Indeed, in Dark Goddess Naples is destroyed by a modern-day eruption of Vesuvius brought about by the Russian witch Baba Yaga, and this event is described in similar terms to the live media unfolding of 9/11: ‘[t]he camera shook as a roar broke out of the TV. People started screaming and bumped and pushed pas the newsman. He almost fell under a surge of panicking locals’.​[4]​ 
Billi is marginalized from the Templar group partly because she feels uncomfortable about embracing the ruthlessness necessary to belong to the Order. Although her father, Arthur SanGreal, is its leader (the Knights also include other characters with names inflected by Arthurian legend, such as the malevolent Gwaine, gentle Ghanaian Percy, and patisserie chef Lance), she accuses them of killing innocents ‘and call[ing] it prayer’.​[5]​ Like many teenagers, she chafes against the duties and restrictions imposed on her by her father’s lifestyle, and worries that Arthur’s dedication to his work demonstrates that he doesn’t love her. 
Billi’s full name is Bilqis, a name that evokes heroism, nobility, and wisdom: it is the Arabic name for the Queen of Sheba, a figure common to the Abrahamic traditions. Billi’s mother, Jamila, was a Pakistani migrant killed in mysterious circumstances, but whom Billi mistakenly believes may have been murdered by her English father. Billi acknowledges that while her early years under her mother’s tutelage were spent loving Allah, in the second half of her life she was taught to worship Jesus, and Christianity (albeit a hybridized Christianity, as we discuss below) forms the main focus of Templar religious life. Yet there is something Muslim in her still, as she cannot bring herself to eat pork and feels an instinctive empathy with the oppressed, given her familial link to one of the most marginalized sectors in ‘secular’, multicultural British society. Billi, as a second-generation migrant of mixed heritage, does not inhabit what Homi Bhabha describes as a productive and enabling ‘third space’,​[6]​ so much as a space of cultural confusion grounded on traumatic and oppressive experiences. 
These experiences are often related to conventional Islamic and Judeo-Christian belief-systems, systems which Chadda’s novel renegotiates in various ways. When she observes crowds making their way to St Paul’s Cathedral or Regent’s Park mosque, for example, her friend Kay describes them as ‘[t]he faithful’, but Billi corrects this term to ‘[t]he fearful’.​[7]​ In one sense, Billi is correct because her sometime boyfriend and new archenemy, Mike Harbinger, has unleashed a pestilence on the first-born children of London, and frightened parents are now flocking to places of worship to pray for their offspring to survive. However, Billi’s cynical comment also reflects Mike’s indoctrination of her: he is really a fallen angel, Michael (Mikhail in the Qur’anic tradition), who tells her that his evil act will bring people to religion through their fear of the tenth plague, thus winning him back God’s love.​[8]​ Chadda reconfigures the status of Michael/Mikhail in such a way that he becomes an object of pure terror (he is described as having ‘an inhuman physique, with eyes that burned ‘with demonic hunger’​[9]​), contrary to conventional Islamic and Judeo-Christian interpretations of his role, which present him as tragic, or at least as something other than an unequivocally evil figure. In so doing, Chadda makes an innovative engagement with Eastern and Western faith traditions, which we suggest is part of a broader reworking of dominant trends within contemporary vampire narrative.

Vampires, Victims, and Slayers
It has become something of a critical commonplace to observe that the vampire has over recent decades undergone a metamorphosis in Gothic fiction, TV, and cinema. No longer the monstrous embodiment of evil, or of a culturally vilified ‘otherness’, the vampire has increasingly become a ‘site of identification’​[10]​ for contemporary consumers of the Gothic. Glennis Byron and David Punter have observed that these cultural transformations (beginning with Anne Rice’s Interview with the Vampire in 1976) are related in no small measure to the fragmentation of ‘dichotomized structures of belief’​[11]​ that tended to locate the vampire within the context of Manichean struggles of Good against Evil:  
In nineteenth-century vampire fiction, the representation of the vampire as monstrous, evil and other serves to guarantee the existence of good, reinforcing the formally dichotomized structures of belief [...] Vampire fiction of the later twentieth century becomes increasingly sceptical about such categories [and] the oppositions between good and evil are increasingly problematised.​[12]​
The contemporary vampire, then, from Rice’s Louis to the often reluctant, brooding, and highly romanticized vampire of popular TV (Angel in Buffy the Vampire Slayer, William Compton in True Blood, Marshall in Being Human), occupies a highly ambivalent moral universe in which ‘monstrosity’ no longer signifies any kind of cosmic principle of evil; rather, the vampire embodies a fraught, victimized otherness which becomes for the reader/viewer a potent source of sympathy and identification. As Margaret Carter argues, moreover, one significant aspect of this shift in the representation of the vampire is that the vampire demands sympathy and identification not in spite of its condition, but because of it; the vampire condition becomes that of the ‘rebellious outsider [belonging to a] persecuted minority’.​[13]​ This is exactly the premise of Charlaine Harris’ Southern Vampire Mysteries and Alan Ball’s television adaptation of those novels, True Blood.​[14]​
Whilst, as Milly Williamson observes,​[15]​ the sympathetic portrayal of the vampire as more sinned against than sinning has a long literary history, it nevertheless assumes various distinct cultural forms in Gothic narratives of the late-twentieth and early-twenty-first centuries. The sympathetic vampire is no longer necessarily a tortured loner, ‘driven by a disease of the mind and body’,​[16]​ but might instead be represented as an outcast in a community of outcasts whose otherness is constructed through a complex nexus of political and cultural forces. In a postcolonial context, these transformations and negotiations of otherness can acquire a significant political charge as variations on the theme of the alienated, ‘othered’ vampire are used to foreground questions of racial identity and racial oppression. Jewelle Gomez’s The Gilda Stories (1991) and films such as Vampire in Brooklyn (1995) and the Blade series (1998, 2002, 2004), for instance, portray the sympathetic black vampire as ‘an unwilling victim of circumstances and a complex mix of rage, retaliation and redemption’.​[17]​   
What is interesting about Sarwat Chadda’s Devil’s Kiss, however, is that it is precisely this paradigm of the sympathetic, ‘othered’ vampire that the text eschews. The novel returns to a moral universe, populated by vampires and a range of other supernatural beings, defined by a cosmic struggle between good and evil. Vampires in this text are unequivocally demonic and the novel’s protagonist is caught up, often unwillingly, in a Manichean struggle of good against evil. The novel, then, is less a contemporary vampire narrative (by which we mean a narrative focused primarily on the sympathetic vampire protagonist), than a contemporary ‘slayer’ narrative – a fiction in which one or more ‘chosen’ individuals are engaged in a struggle against the cosmic threat posed by (amongst other creatures) the monster–vampire. As mentioned earlier, a significant precedent here is Buffy the Vampire Slayer, though the comparison is complicated by the presence in Buffy of sympathetic, romanticized vampires such as Angel: these figures are almost entirely absent from Devil’s Kiss.​[18]​ Indeed, a key component of our argument in this essay is that Chadda’s novel constitutes an important contemporary, postcolonial rewriting of the contemporary ‘slayer’ narrative, one which foregrounds the problematics of young, female British Muslim identity in the early twentieth century.    
If Devil’s Kiss complicates one of the dominant paradigms of contemporary Gothic – the vampire as sympathetic ‘other’, as ‘site of identification’ for reader/viewer – it complicates even further what is probably the dominant mode of popular, commercial vampire and ‘slayer’ fiction, film and TV in the early-twenty-first century: romance. The most successful contemporary example of vampire–romance is, of course, Stephanie Meyer’s Twilight series, but many other narratives which do not necessarily foreground the conventional romance plot to quite the extent of Twilight still display a marked tendency to present at least one vampire (an especially sympathetic, Byronic hero–vampire) as an actual or potential love interest for the protagonist. While Devil’s Kiss contains romance elements, the novel, as we shall show, quite explicitly repudiates the romance mode as deployed in the majority of contemporary vampire and vampire slayer fictions. The terms of this repudiation of one of the most commercially successful modes of contemporary vampire writing deserve serious analysis. 
Chadda’s rejection of the sympathetic hero–vampire narrative can be related conceptually, and from a postcolonial perspective, to his novel’s complication of the vampire romance plot. The contemporary vampire, posited as rebel outsider and misunderstood ‘other’, has its origins in the nineteenth-century figure of the Byronic hero. Such figures occupy the margins of their culture and are invariably distrusted and often derided by the mainstream; nevertheless, it may argued that such outsider–heroes occupy more often than not a position of privileged difference, a position that allows for a sympathetic identification with otherness that nevertheless remains firmly circumscribed by the dominant culture’s normative discourses. The Byronic hero–vampire, for instance, is most often white and middle- or upper-class. Edward Cullen, hero–vampire of the Twilight series, is an articulate, attractive, white boy. William Compton in The Southern Vampire Mysteries and its TV adaptation True Blood is a relatively wealthy civil war veteran and his old-fashioned Southern gentility (one of the qualities that recommend him romantically to the female protagonist, Sookie Stackhouse) is arguably a key marker of his privileged otherness. This is not to dispute that the figure of the sympathetically ‘othered’ vampire has subversive potential; we have already cited narratives which deploy the figure of the sympathetic black vampire to interrogate structures of racial oppression in late-twentieth-century America. Contemporary vampire fiction, however, and especially that aimed at a young, female readership, tends almost invariably to invoke the Byronic model of the misunderstood, tragic outsider, a model that has its origin in and is defined by a specifically white, Western, class-privileged understanding of alienated, heroic otherness. 
Milly Williamson, significantly from the point of view of our argument, traces the origin of contemporary vampire narratives to nineteenth-century melodrama. Like melodrama, vampire fiction of the late-twentieth century articulates a profound sense of cultural and spiritual disorientation occasioned by the disappearance from society of a ‘sense of the sacred’.​[19]​ The existential crises of various contemporary vampires, she argues (quoting Peter Brooks), reflects the wider cultural experience of confronting ‘an abyss created when the necessary centre of things has been evacuated and dispersed’.​[20]​ Within this context, melodrama – and vampire fiction – becomes ‘the repository of the fragmented and de-sacralised remnants of sacred myth’.​[21]​ This interpretation of what it is that vampire fiction articulates, however, points once again to the cultural and historical specificity, and limitations, of the most popular manifestations of the genre: the crisis it articulates is the hegemonic crisis of a particular culture that finds its fears embodied in the sympathetically portrayed, angst-ridden, predominantly white and class-privileged hero–vampire.   

Bilqis the Vampire Slayer
We have suggested that Chadda’s novel is best understood as a contemporary ‘slayer’ narrative in which the focus is on a human protagonist charged with doing battle against vampires and other monsters that pose an existential threat to a particular community, nation, or even to the whole of humanity. As a young heroine devoted (sometimes reluctantly) to vampire slaying, Buffy Summers is a clear prototype for Bilqis SanGreal and there are similarities in the characterization of both young women that go beyond their shared initials. They each come from fragmented, incomplete families: Billi’s mother is dead and Buffy’s parents are divorced. They are both also somewhat socially marginalized within their peer groups. For instance, although Buffy appears to conform to the all-American cheerleader ideal, she arrives in Sunnydale having been expelled from her previous school and her friends are invariably high-school geeks and outcasts. Moreover, Buffy is isolated from most of her peer group (and from most of the adult world too) by virtue of her status as a slayer; only her closest friends are aware of her mission and this isolation is a perpetual source of pain and danger. 
The same is true of Billi, only more so. Billi’s mixed heritage is foregrounded throughout the text in a manner that often emphasizes her ambivalence and confusion in relation to her British Muslim identity. The Templars, including her father Arthur, are Christian (one of them, Father Balin, is a Catholic priest) and, in spite of their syncretic approach to various religious and occult practices, it is Christianity to which Billi is expected to adhere. Her Muslim background, which she inherits from her murdered mother, is never entirely effaced. Indeed, aspects of Islamic theology and folklore are often highlighted: the Templars use the Arabic idea of the ghul – a shapeshifting monster that preys on humans​[22]​ – as a rough equivalent to the Western concept of the vampire, for example. However, Billi’s Muslim heritage creates for her a sense of isolation from an Order which styles itself as ‘the Poor Soldiers of Jesus Christ’. 
Bilqis enjoys far less support from this novel’s team of slayers than Buffy. She has virtually no power within the Templar group, even though she is expected to risk her life with and for them. Billi also suffers from the fact that, again unlike Buffy, she has no female friends amongst her peer group. Billi in fact cuts a pitifully lonely figure throughout most of the narrative: she is emotionally and physically abused by her father, who denies her any semblance of affection and in battle training occasionally beats her up; she has no friends apart from Kay and Michael, both of whom betray her, and she appears resigned to a life ostracized from all society except the Order to which she ambivalently, unwillingly belongs. Moreover, while Buffy and Billi are strong, adept warriors, there is much more of an emphasis in Chadda’s text on the physical vulnerability of Billi. Her encounters with demons, vampires, and even her Templar allies leave her more often than not bloody, bruised, and traumatized. There is a sense in which Billi’s body (like that of her mother before her) becomes the site on which the novel’s various metaphysical, cultural, and religious battles are violently enacted. 

Blood Bonds, Inheritance, and Hybridity  
In spite of her vulnerability and isolation, however, the novel ultimately has Billi defeat the fallen angel, Michael, in an extraordinary show of physical and emotional courage. Her friend, Kay, has at this point been transformed into a vampire and is fighting the Templars on the side of Michael. As he lies injured, however, his loyalty to the Templar warriors returns and he tells Billi that only by killing him will she defeat Michael: sacrificial blood is the only substance capable of repelling the demon. On hearing this, Billi thinks back to the death of her mother and realizes that Jamila was no passive murder victim; on the contrary, she sacrificed herself to save her daughter, daubing the walls and door of her room with her own sacrificial blood. The blood-bond between Billi and her Muslim mother (downplayed thus far in the text, not least since Billi inherits the paternal name SanGreal – ‘sang real’, or ‘true-blood’, but also with echoes of ‘sans Grail’ – ‘without the Grail’) now reasserts itself as protective and redemptive. 
The name SanGreal is important here not only because it symbolizes Billi’s ambivalent heritage (and gestures troublingly to that part of Templar ideology which emphasizes racial ‘true blood’ – the Order being at one point on the verge of enlisting the help of a racist fringe group, the Red Knights), but because its use to apply to Billi and her father actually serves in various ways to complicate aspects of Christian Templar mythology. The name Arthur SanGreal attributes to Billi’s father a certain cultural, religious, and mythic inheritance; it evokes the Arthurian court which has served as an origin myth for the English nation and its ‘pure’ English bloodline. Yet, as the name further suggests, Billi and her father are named as being without the Grail; Billi’s Muslim background, and perhaps her father’s class background (see below), set them apart somewhat from the Arthurian world of blood-born nobility, duty, and violence.​[23]​ Furthermore, the love of Arthur’s life remains his Muslim wife and at the end of the novel it transpires that his apparent hostility towards his daughter was an attempt to prepare her for and protect her emotionally from the fulfilment of the prophecy that she must kill ‘the one she loves’ in order to save herself and the Templars.​[24]​ Moreover, Arthur is in certain respects the antithesis of the legendary Arthurian hero: he is a poor working-class man, often shabbily dressed, who in spite of his strength and fighting skill is often as susceptible to physical attack and brutalization as his daughter. Indeed, Arthur is pretty much incapacitated at the end of the novel and it falls to his child to save the nation from the curse on its first-born children.   
Furthermore, through its mixing of mystical Islamic, Judeo-Christian, and occult elements, the novel celebrates hybridity and suggests alternatives to Western ideas about time, space, and science by frequently introducing other worldviews into its narrative. Philosophies and religions that tend to be perceived as ‘deviant’, which emerge from the West as well as the East, are highlighted in the texts. Gnosticism, Kabbalah, pseudoscience, the occult, Sufism, and mystical Hinduism are introduced in order to show that mainstream Western knowledge has always been challenged by counter-knowledges. The Gnostic tradition is especially important here. Gnosticism was a multifarious religious movement that existed in the first centuries AD and developed alongside the early form of what became accepted Christian doctrine.  The movement incorporated such sects as the Manicheans​[25]​ and Mandeans, and these schools of thought were all predicated on the gnosis, or secret knowledge, that the cosmos was essentially dualistic (a theme that is prominent in Chadda’s fiction). Gnostics believed that the world was a flawed construction, created by the ‘demiurge’, a lowly creator God. They held that above this demiurge exists a perfect, unknowable God who was not involved in the creation of the material world. Gnostics believed that man contained a trace, or ‘divine spark’, of substance from this highest God. Gnosis, or insight into the obscured relationship between man and God, is the prerogative of certain highly gifted and highly trained initiates. In Devil’s Kiss, the Jewish mystic Elaine and the Oracle Kay (who has been trained with Sufi, Jewish, and Christian holy men) are represented as possessing a gnosis that does not inhere within any specific religious practice.     
Esotoric, occult knowledge drawn from the various faiths forms the basis of the Templar’s complex, highly syncretic theological system. Within this system (which is further fleshed out in Chadda’s sequel, Dark Goddess), Christian ritual predominates in terms of the day-to-day faith of the Templars, but in terms of their practice it constitutes only one element in a range of occult arts which are used eclectically to combat ‘the Unholy Ones’. The guardian of the warrior’s store of occult knowledge is Elaine, whose religious practices utilize the symbols and narrative traditions of Judaism, Islam, Christianity, and Hinduism. It is principally through Elaine that religion in Chadda’s fiction emerges as a hybrid discourse in which culturally specific expressions of worship are put to use in a manner that retains their specificity whilst stressing their common theological ground. In Elaine’s room, for instance, a painting of Abraham and Isaac is set alongside the Arabic transcription of ‘Allah’, and significantly both these icons share a space with an intimate photograph of Elaine next to Jamila, who is pictured heavily pregnant with Billi. 
If Billi’s mixed heritage is often a source of pain and conflict within the novel, then, there is also a sense in which, like Elaine, she embodies a fluid and redemptive hybridity. This becomes more apparent in the second Bilqis SanGreal novel, Dark Goddess. In the following exchange, Billi is explaining the origin of the Templar Order to a young Russian girl, Vasilisa, who has replaced Billi’s friend Kay as the new ‘Oracle’. Billi compares the Templars to the Russian Bogatyrs with whom the Templars join forces in this text:
‘The Bogatyrs were great knights [says Vasilisa]. My mother told me stories about them. They fought dragons, evil witches, the Mongols, the Muslims. All the evil people’. 
    Billi laughed. ‘My mother was a Muslim.’
    Vasilisa went red. ‘Are you?’
    Billi shrugged. She could pray in Latin, Greek and Arabic. She knew the direction of Mecca and the psalms. Did God really care?​[26]​     
The child’s unthinking Islamophobia is offset by Billi’s comfortable syncretism of faiths and her confidence in a deity that is unbothered by sectarian divisions. Billi goes on to explain to Vasilisa that after centuries of fighting the Muslims, the Templar Knights eventually joined with them, replacing the ‘holy war’ against Islam with the ‘Dark Conflict’: ‘Instead of fighting other men, we fight the Unholy. Monsters like werewolves. Ghosts. The blood drinkers.’​[27]​ Indeed, in this second novel Islam assumes especial significance; an Ismaili sect of warrior mystics known as the ‘Assassins’ have specific responsibility for protecting Jerusalem and their ‘occult lore’ is posited as the origin of the Templar’s own esoteric knowledge.​[28]​

Conclusion – Chadda’s Postcolonial London
In Chadda’s vampire fiction, the dominant contemporary paradigm of the ‘vampire romance’ is replaced by a postcolonial slayer narrative in which Islam emerges as one of a number of potent cultural and religious forces engaged in a Manichean struggle against evil which draws upon, but significantly renegotiates the premise of Joss Whedon’s Buffy the Vampire Slayer. Devil’s Kiss also relocates its vampires and slayers from the rather bland, racially homogenous community of Buffy’s Sunnydale to the hybrid space of contemporary London. At the beginning of the novel, the traditionalism associated with the law courts of Temple District where Billi lives soon gives way to London as a space for encounter between different cultural identities. London has been characterized as a postcolonial city by such scholars as Sukhdev Sandhu and John McLeod, although the latter is quick to point out that ‘“[p]ostcolonial London” does not factually denote a given place or mark a stable location on a map’.​[29]​
London offers Billi (as it did for another mixed-race British-Asian protagonist The Buddha of Suburbia’s Karim) ‘new kinds of community and ways of living’.​[30]​ What appeals to Billi about London is its multiculturalism, symbolized, for instance, by Billi’s choice of weapon: her sword is a wakizashi, the weapon used by Japanese samurai. Billi is posited as a flâneur, walking the streets of London observing ‘its kaleidoscope of cultures and races’.​[31]​ She also learns new languages so that she can communicate with recent arrivals to the city, and what is clear here is that Billi identifies with the hybrid, postcolonial city of the immigrant poor – of orphans, poor labourers, and refugees. Indeed, there is a clear sense in which Billi’s British and Muslim identity is a London identity which aligns her explicitly with marginalized groups, often invisible to privileged white society, who are nevertheless essential to the economy and social fabric of the city. The fact that this mixed-race heroine saves a city unable even to recognize the true nature of the danger it faces can be read as a potent metaphor for the unacknowledged contribution made by the marginalized (and often abused) citizens of postcolonial London. This theme recurs in the sequel in which the Templars are joined by the Ethopian refugee, Mordred:
The two [Mordred and Bors] couldn’t be more different. Mordred, an Ethiopian refugee the Order had literally picked up off the streets, was tall and elegant, with jet-black skin and deep, thoughtful eyes. Bors, bigger in girth if not height, was a cannonball of muscle. His neck was non-existent, his jaw comprised of a patch of ginger bristles and his eyes were piggy and close together. But he was a knight and Mordred was a squire.​[32]​
Here Bors whiteness is racialized to emphasize his ‘red-neck’, thuggish characteristic, which is juxtaposed with Mordred’s innate nobility – and yet Bors has power over Mordred, seemingly because the Templars are pervaded by the same institutional racism found in mainstream British society. The narrative significance for Chadda of these London streets, from which Mordred is ‘literally picked up’ by the Templars, is emphasized in the front inside cover of both novels; after a mention of Chadda’s travels in the Far and Middle East comes the assertion, ‘there’s no place like home, and home is London. There’s nothing he [Chadda] enjoys more than getting lost in its ancient paths and alleyways, and it’s on these streets that Billi SanGreal was born’.​[33]​ 









^1	  http://www.sarwatchadda.com/about-me/ 
^2	  Sarwat Chadda (2009) Devil’s Kiss. London: Puffin, 230.
^3	  Sarwat Chadda, Dark Goddess. London: Puffin, 29.
^4	  Ibid., 74.
^5	  Chadda, Devil’s, 163.
^6	  Homi K. Bhabha (1994) The Location of Culture. London: Routledge, 36-9; 116.
^7	  Chadda, Devil’s, 143. 
^8	  Ibid., 122.
^9	  Chadda, Devil’s, 179; 127.
^10	  Fred Botting (2002), Aftergothic: Consumption, Machines and Black Holes’, in Jerold E. Hogle (ed.) The Cambridge Companion to Gothic Fiction. Cambridge: Cambridge University Press, 286.
^11	  David Punter and Glennis Byron (2004) The Gothic. Oxford: Blackwell, 270. 
^12	  Ibid., 270.
^13	  Margaret Carter (1997) Dracula: The Vampire and the Critics. Ann Arbor: UMI Press, 27. See also on this point J. Gordon and V. Hollinger (eds) (1997) Blood Read: The Vampire as Metaphor in Contemporary Culture. Philadelphia: University of Pennsylvania Press. 
^14	  In Harris’s novels and Ball’s series, the invention of synthetic blood removes the need for vampires to consume human blood. Thus, the vampire community decides to declare its existence and to attempt to enter human society in a gesture that they describe as ‘coming out of the coffin’. The appropriation here of the language of the Gay liberation movement (‘coming out of the closet’) positions the vampire community precisely as a minority that deserves the protection of law and that faces persecution from intolerant groups. The minority, persecuted status of the vampire community is emphasised in True Blood by the presence in the opening sequences of a notice outside a Southern Baptist church reading, ‘God hates Fangs’. 
^15	  Milly Williamson (2005) The Lure of the Vampire: Gender, Fiction and Fandom from Bram Stoker to Buffy. London: Wallflower, chapter two.
^16	  A. Silver and J. Ursini (1975) The Vampire Film. London: Tantivy, 89.
^17	  Williamson, 33.
^18	  The closest the novel comes to the depiction of a sympathetic vampire is the character of Billi’s best friend, Kay. Kay is an ‘Oracle’ – a highly gifted psychic with powers of occult magic and prophecy. At the end of the novel, Kay has become a vampire and Billi meets him in battle; Kay, however, retains some loyalty to Billi and ultimately allows her to kill him in order to save the Templars.
^19	  Williamson, 45.
^20	  Williamson, 47, quoting Peter Brooks (1995) The Melodramatic Imagination: Balzac, Henry James, Melodrama and the Mode of Excess. York: York University Press.
^21	  Williamson, 47.
^22	  See Ahmed K. Al-Rawi (2009) ‘The Arabian Ghoul and its Western Transformation’, Folklore 120:3, 291-306.
^23	  Billi’s relationship to Grail mythology is given a comic twist in the second novel, Dark Goddess. Billi describes how the Templars used to have the Holy Grail in their keeping, but Billi dropped and broke it after which it was patched up and sent to Jerusalem for safe keeping.
^24	  It transpires that Arthur was mistaken in his assumption that the ‘one Billi loves’ is her father; it is in fact Kay to whom the prophecy refers.
^25	   For a comprehensive account of Manichaeism, both as a religion and a powerful metaphor in postcolonial studies, see John Thieme (2000) ‘The Discoverer Discovered: Amitav Ghosh’s The Calcutta Chromosome’, in A.L. McLeod (ed.) The Literature of the Indian Diaspora: Essays in Criticism. Delhi: Sterling, 274-90. 
^26	  Chadda Goddess, 58-9. 
^27	  Ibid., 59.
^28	  For more on this group, see the following seminal (and controversial) monograph: Bernard Lewis (2003) The Assassins: A Radical Sect in Islam. London: Phoenix, 1967.
^29	  John McLeod (2004) Postcolonial London. Abingdon: Routledge, 7.
^30	  Bart Moore-Gilbert (2001) Hanif Kureishi. Manchester: Manchester University Press, 125.
^31	  Chadda, Devil’s, 130.
^32	  Chadda, Goddess, 25.
^33	  Chadda, Devil’s, i.
^34	  For theorizations of Islamophobia, see Runnymede Trust (1997) Islamophobia: A Challenge for us All. London: Runnymede Trust; Hugh Muir, Laura Smith, and Robin Richardson (eds) (2004) Islamophobia: Issues, Challenges and Action. London: Trentham; Chris Allen (2010) Islamophobia. Farnham: Ashgate; S. Sayyid and Abdoolkarim Vakil (2011) Thinking Through Islamophobia: Global Perspectives. London: Hurst.
^35	  http://www.youtube.com/watch?v=xT4BLboZT38; David Edwards (2010) ‘Colbert Warns of Muslim Vampire ‘Sleeper-in-coffin Cells’, Raw Story, 29 September, http://www.rawstory.com/rs/2010/09/29/colbert-warns-muslim-vampires-keep-fear-alive/ 
